City University of New York (CUNY)

CUNY Academic Works
Theses and Dissertations

Hunter College

Spring 5-5-2022

The Sole Result Is The Game
Julia Taszycka
CUNY Hunter College

How does access to this work benefit you? Let us know!
More information about this work at: https://academicworks.cuny.edu/hc_sas_etds/891
Discover additional works at: https://academicworks.cuny.edu
This work is made publicly available by the City University of New York (CUNY).
Contact: AcademicWorks@cuny.edu

The Sole Result Is The Game
by
Julia Taszycka

Submitted in partial fulfillment
of the requirements for the degree of
Master of Fine Arts in Studio Art, Hunter College,
The City University of New York
2022

Thesis Sponsor:
May 8, 2022
Date

Daniel Bozhkov
Signature

May 8, 2022
Date

Carrie Moyer
Signature of Second Reader

Acknowledgements
Special thanks to:
Marcin Czerkasow for the endless discussions about the art world and art system that
influenced this essay as well as your invaluable, friendly support.
Daniel Bozhkov for all your priceless advice and overall support while doing this thesis
project.
Mira Dayal for insightful comments and suggestions that helped in developing this text.

Table of Contents

Introduction.……………………………………………………………………………...……..pg. 3
The Problem of Meaning (of Art).………………………………………………………...….pg. 4
The Idea of the Game..……………………………………………………………………...pg. 10
Tension Between Formalism And Conceptualism..……………………………………....pg. 12
Artist’s Gesture.……………………………………………………………………….……...pg. 15
Displacement.……………………………………………………………………….………..pg. 20
Destruction.………………………………………………………………………….………..pg. 22
Current Practice: Rabbit Stew Series....…………..…………………………….…………pg. 24
The Sole Result Is the Game.…………...………………………………………….………pg. 35
Summary.……………………..…………...………………………………………….………pg. 41
Bibliography.…………...……………………………………………………………………. pg. 42
Image List …………..………………………………………………………………………. pg. 43
Images.………………………………..…………………………………………………….. pg. 44

Introduction

My work is multidimensional: I try not to limit myself materially, conceptually, or spatially,
therefore I don't define myself by a particular medium. I create site-specific installations,
objects, video art, video performance, and drawings. In my artistic practice, I refer to the
idea of the ready-made. My recent projects were created entirely from found objects. I use
worn out, damaged, and useless objects, such as broken furniture, remnants of car
accidents, and old elements of building installations. I am fascinated by the wear and tear
of objects, purposes, and needs. This drive for constant change and improvement has a
significant impact on how the world around us looks, namely, it is full of unnecessary
objects that just a short while ago served our daily needs, but today have already been
replaced by newer, improved models. I have in mind both technological replacement (i.e.
electro-waste) and intentional manufacturing of products that are to be destroyed or worn
out in order to satisfy market requirements and demand that never ceases.
I try to look at this disintegration and—by collecting these remnants—to problematize
their relations to the reality in which we live and thus the relations of art in which we
function. In my case, it is a rejection of aesthetics and the creation of an additional
"aesthetical" value.
We live in an age that is a wreck of progress—for the last few decades capitalism has
only accelerated the erosion of that general idea. Humanity became focused on the issues
of mainly technological progress, which in this hastened erosion results in the constant
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discarding of things, ideas, and movements that already belongs to the (near) past.
Having dealt with the illusions of the 20th century, contemporary society is trying to deal
with another form of utopia—or to be precise—dystopia that we live in: that of capitalism.
We are not all going to live the dream and that dream is crumbling before our eyes. This
system of exclusions, and inequalities, driven by hunger to grow beyond imagination in
reality does not allow people to live and even dream properly about the future under this
regime.

The Problem of Meaning (of Art)

The idea of unlimited growth that powers capitalism forces a continuity between
production and consumption on a scale never before seen in history. Workers are also
consumers sustaining this system at the end of a long chain of automated production and
delivery. As an artist, I notice these processes as well as the remnants, the material
artifacts of goods abandoned in a hurry.
By treating such objects as art objects, I indicate a certain continuity in the process of
the redistribution of material goods. Such goods include works of art, without which
today's highly nuanced art market would not exist, in which the historical evaluation of a
work of art is often replaced by speculative elements related to the flow of capital.
The market, however, appears to slow down the progress of art. This results naturally
from the concentration on sales, which puts the concept in the background (if it is present
at all). The art market and art world interpenetrate each other, and the art world tries to
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answer to the art market’s needs. The independence of the art world is questionable.
It makes artists put themselves increasingly in the roles of salespeople, producers,
sometimes even craftspersons, driven by a desire to sell their "products" more than to
validate the existing mechanisms, ideas, ways of imagining some other possible futures.
In a city like New York, selling work is a natural turn of events for a young artist. We
have fought for a long time for art to stop being treated as a hobby, but as a real
profession, a serious field of life. The artist should be a profession like any other, with a
planned career path from small galleries to the most prestigious commercial shows, art
fairs, and museums. Maybe contemporary art is no longer supposed to be outstanding,
revealing, and original; it does not have to surprise or go out of the ordinary. Perhaps
today's art is a compromise between ideas and commercialism, between a work and a
career vision, between a pose and reality.
The meaning of art is based on what the sociologist Pierre Bourdieu called "symbolic
capital", the added value derived from the meaning of the work and from the status of "art"
in itself. In reality, material value and symbolic value are different and do not necessarily
go together. Paradoxically, in the case of art (but not only), we often equate the two
concepts, i.e. we assume that if a work has high material value, its symbolic value is
directly proportional (which often happens in parallel, i.e. as work is recognized and
appreciated by the art world at large, its market value increases). But is it right? The art
market, like other markets, operates based on a game associated with the value of a
given product. The status of art as such may act here as a form of justification for the price
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of a work of art, although it does not always have to be connected with an adequate
assessment of its added value. In other words, the fact that a work of art achieves
dizzying prices does not always have to be associated with an equally high assessment of
its value in the context of art history. The various mechanisms used by gallerists and art
collectors are often purely speculative. An example of such actions can be, for example,
the famous discussion a few years ago about the artistic quality of works classified by the
art critic, Walter Robinson, as belonging to the so-called zombie formalism. In this case,
the gap between the value of symbolic capital and the artificially created market value of
art was most clearly visible. Despite this recognition, work of this kind continues to enjoy a
certain degree of success, and a minimum threshold of its significance is provided by the
very nature of the medium itself, which unquestionably belongs to the historical concept of
art, through its presence in catalogs, critics' reviews, and gallery spaces. All these forms of
presence justify the status of such objects as a certain sanctioned—despite the
reservations of some critics—variety of art. Such cases perfectly fit into the patterns taken
from the parallel world of financial markets, where investing in art transforms it into
another instrument, a derivative of capital existing at the intersection of the symbolic,
cultural order and the one regulated solely by the rules of the free market game. This
bifurcation of the work of art is precisely the key characteristic that interests me and that I
am trying to problematize for the purposes of my artistic practice.
What remains after the rejection of the rules of the game that determine the market
value of a work of art? What remains after the rejection of the horizon of aesthetic
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evaluation, which, whether we like it or not, is itself entangled in various unclear forms of
speculation? The kind of parlor game successfully played by the connoisseurs of taste
(and in fact "double agents" of capital) who dictate its rules can be undermined to some
extent by going back to the assumptions about the strictly conceptual character of all
artistic work. Resigning from creating objects, using only flawed scraps of material culture,
I try to stand against dominating mechanisms of evaluation and creation of artistic value,
turning them against themselves. Art is subversion. Subversion has been an essential
element of art since the times of Duchamp, and it is impossible to ignore this aspect when
thinking about the further development of culture as such. Creativity that cheerfully fits into
the mechanisms of market evaluation is no different from the form of aesthetic decoration
so criticized by Kosuth. The problem, of course, is money, the way value is transferred
through it in a system that attempts to capitalize on absolutely every aspect of human life.
In this context, an absolute game—but by no means a game of an aesthetic character—a
game in itself, not subject to monetization, but circulating constantly between the creator
and the viewer, crossing the thresholds of galleries and other institutions—this kind of
game is a value in itself. The only interesting result of any artistic play.
When a given object acquires the status of "art," it is no longer questioned in terms of
its functionality in the world outside the gallery. What makes us perceive a thing differently
when it becomes an art object, even though it is a relocated object from the street, is,
among other things, the decision of the artist, but also the acceptance by the broadly
understood art world—the gallerist, the critic, the audience. We are led to believe by art
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experts that this decision stems from some specific premises, art world acceptance,
historical context, and the artist's thought process. As Dan Graham observed:
It seemed that in order to be defined as having value, that is as "art,#!a work had
only to be exhibited in a gallery and then to be written about and reproduced as
a photograph in an art magazine. Art, then, with its reliance on discussion
through refereed forums and journals, is similar to a professional field like
science.1
The first recognized figure in art history to make an ordinary object the subject of artistic
consideration was Marcel Duchamp. Duchamp pulled the idea that came out of the
Society of Independent Artists, which was that basically anyone could be an artist, that is:
anyone who made the appropriate payment could participate in the exhibition. Along with
this gesture, the qualification process of an artist did not depend on their skills or
intellectual abilities (although at that time art was still based mainly on manual skills), but
basically on the willingness to take part in an exhibition, so—as was already widely
accepted—anyone could be an artist. At this point, an important change in the field of art
history occurred (which, incidentally, was not accepted until 50 years later): Duchamp's
ready-made (Fountain) was conceived for the Society of Independent Artists. If the urinal
is art, anything can be art, and when anything can be art, anybody can be an artist.
Since Duchamp's gesture proved that art can be an object of everyday life, and not a
specially produced "work" of the artist, the work was separated from its maker, which gave
a completely new meaning to art and changed the view of the role of the artist.

1

Graham, Dan. As cited in: Dispersion, Price, Seth, New York City: 38th Street Publishers, 2008, p.2.
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The Idea of the Game

I have been working on the idea of the game in both the art world and beyond it for a while
now. Early on I began to notice elements of the game in the context of the art world.
Abstract spaces are created to show art (the idea of which itself has much in common with
abstraction) just like fields and stadiums are created to host games; both types of spaces
seem to be governed by different laws than the outside world. The abstract objects
(equipment, nets, balls) have a similar abstract quality to the objects found in the gallery,
and their utility outside the designated space is questionable (if they exist at all).
However, for some time now I have begun to recognize that this idea of the game has a
place in the real world, especially as we operate in a capitalist system. For someone to
succeed, to be at the top, someone has to fail, to be exploited, to be at the bottom of the
social ladder. This system assumes the existence of both the strong and the weak, and
functioning in it requires very specific skills and a form of resourcefulness that not
everyone is born with.

9

Exhibition view, Court, 323 ft2, Galeria Skala, 2017 (photo Tomasz Koszewnik)

I started to combine my criticism illustrated by the garbage of the capitalist system that I
find on the street with elements derived from the game of sports. Before I often worked
with the visual elements taken from the sports games such as courts or stadiums,
highlighting elements constituting the rules in the game like specific lines or fields. I also
created works from sports objects like balls, nets, boards, etc. often manipulating them
and transferring them to the art gallery. I wanted the abstract rules covering the world of
the game to meet the space of the art system, where on one hand their abstractness was
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underlined but on the other was losing its initial meaning in order to achieve another given
by the world of art.
These two approaches (sports and the art world) seemed to be extreme opposites but
they had one thing in common—both were based on the idea of the game which rules
were abstracted from the everyday world, even if on different terms. By combining these
elements with found discarded objects I try to underline the meaning of the game not only
in the art world but also in the whole system based on the idea of success, consumerism,
a system of distribution of goods, etc.
My art projects deal with the material remnants of consumerism and capitalism that are
left in the environment we live in. I assume that the human gesture left on such discarded
objects outside of an art context is more authentic and more revealing than a recreated
version made by the artist. My goal is to present and comment on the reality in which we
are situated by using the actual elements "spit out" by the system selected by me and
transferred into the context of art. I#m convinced that my manual attempt to illustrate the
issues that interest me is less important than the actual confrontation with the real object
that represents them.

Tension Between Formalism And Conceptualism

Currently, by focusing on found objects, I do not get involved in their additional
aestheticization. I let them remain as I found them and through their arrangement in space
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I try to highlight the elements that I find important. Joseph Kosuth argues that aesthetics
obscures what is crucial to art. In his essay Art After Philosophy,2 claims that the
separation of art from aesthetics is a necessity because aesthetics "refers to the
perception of the world in general"3. He criticizes formalist art seeing it as an extension of
the idea of decorativeness, being merely a matter of taste. He believes that aesthetic
considerations are always external to the object’s existence rationale. Kosuth's radicalism
refers to the Western world, and it is worth noting that not every culture participated in the
same model.
His thoughts are the starting point for my artistic considerations and assumptions
regarding aesthetics:
The event that made conceivable the realization that it was possible to $speak
another language” and still make sense in art was Marcel Duchamp#s first
unassisted ready-made. With the unassisted ready-made, art changed its focus
from the form of the language to what was being said. Which means that it
changed the nature of art from a question of morphology to a question of
function. This change—one from $appearance” to $conception”—was the
beginning of $modern” art and the beginning of conceptual art. All art (after
Duchamp) is conceptual (in nature) because art only exists conceptually.4
In my work, therefore, I try to move away from aesthetic thinking in general because I
realize that it has no meaning in the context of art. My point of view on this subject stems

2

Kosuth, Joseph. Art After Philosophy And After. Collected Writings, 1966-1990. London / Cambridge: MIT Press, 1991.

3

Ibidem. p.16

4

Ibidem. p.18.
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from the following conclusion by Kosuth: Out of this $habit” grew the notion that there was
a conceptual connection between art and aesthetics, which is not true.5
Following this thought, I started to make works without considering their aestheticism so
that I could focus more on the conceptual layer of the work. In the earlier stage of my
practice, I was very driven by aesthetics, linearity, and formal aspects of work. I was
making works that satisfied me visually and I put a lot of attention and consideration into
visual issues. Over the course of developing the problems that concerned me I got to the
point where this polishing of external details began to obscure the concepts. I started to
recognize the weakness of the pure aesthetic approach, which also supported the idea of
the artist’s gesture: I realized that I didn’t want to decorate or aestheticize my works and
most importantly I didn’t want to leave my $individual mark” as an attestation of value for
the work. I decided to leave the objects as they were, without manipulating them (the idea
of antiform), resculpting, painting (aestheticizing), or doing anything that would need my
physical engagement with the object. Later on, I even stopped purchasing them. I
concentrated only on things that I could find. The visible degree of their wear, the stages
of their disintegration, the context of their original function (parts of devices used in
industry, transmission belts, for which the image of the world of physical labor is a distant
background)—all this information is recorded in their material structure, the form that was
shaped by the conditions of the environment in which they were found.

5

Kosuth, Joseph. Art After Philosophy And After. Collected Writings, 1966-1990. London / Cambridge: MIT Press, 1991. p.16.
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Minimalist and conceptual artists have played a significant role in my artistic
development. The biggest inspirations for my works were realizations by Robert Morris
(such as Scatter Piece from 1968) and the early works of Richard Serra. Serra’s works
(1966–1971) include spread-out cut pieces of metal and wood elements on the ground. In
a sense, there is an element of destruction there as well—after all, cutting is an
irreversible deformation of an object. On the other hand, materials in my works are left
'alone' and, as in the case of Morris, we are dealing here with the idea of an anti-form.
This preservation of the authenticity of the material has also become a consideration for
me and has consequently evolved into a continuation of this approach on a larger scale,
which in my case has to do with an artist's gesture as such, and consequently the
abandonment of "controlled" destruction.

Artist#s Gesture

In these and other works, I avoid a fetishistic approach to the author's gesture not only
because Roland Barthes famously refuted its importance6 more than half a century ago,
but also because I realized that it was derived from a chauvinistic vision of a male
artist's genius whose gesture would signify the value of the work.
Linda Nochlin, in her text Why Have There Been No Great Women Artists?,7 writes
that art is not a free and autonomous creative act, but an integral element of the social
6

Barthes, Roland. Death of The Author. New York City: Aspen, no. 5–6, 1967.

7

Nochlin, Linda. Why Have There Been No Great Women Artists? London: Thames & Hudson, 1971.
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structure, which has been determined by specific institutions and directed towards the
appropriate (pro-male) way of thinking. This is how I perceive the idea of an artistic
gesture that is supposed to testify to an artist's genius because this idea has never been
subjective and has always applied to men. What is interesting is that the same elements
meant to testify to male genius were not approved of concerning women. Nochlin
disputes the perspective of a white man of Western culture which until recently in the
history of art was considered the only correct one. She accuses it of the wrong point of
view, not only for moral and ethical but also for intellectual reasons. Nochlin proves that
the fallacy in interpreting art lies in the belief that art is a direct, personal expression of
individual and emotional experience while exposing the myth of the great (male) artist
as a unique being endowed with divine qualities:
Underlying the question about women as artists, we find the whole myth of the
Great Artist—subject of a hundred monographs, unique, godlike—bearing
within his person since birth a mysterious essence, rather like the golden
nugget in Mrs. Grass's chicken soup, called Genius.8
Nochlin exposes the "magical aura" surrounding art and its creators and proves that it
was the source of myths about art and artists who, like god-like creators, were separated
from other people. She proves that it is precisely this kind of mythology about artistic
achievements, their sources, and who the miraculous creator is that causes viewers to
unconsciously and unreflectively make false assumptions. And it is these assumptions that
I am trying to challenge.

8

Ibidem, p.7.
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Intellect can be possessed by anyone (regardless of gender); the problem seems to be
in what and who we call genius. We can say if someone is smart or intelligent (although
women are still underestimated), but the idea of the genius and thus the idea of an
incredible and meaningful gesture by an artist isn#t easy to define and seems to be
accessible by gut feeling and these un-intellectual means, in turn, are often based on
premises that do not constitute rational evaluation.
Thus I think that the idea of the artist's gesture is outdated and I don't see the point of
continuing it, because on the one hand it is a carrier of inequality and for me, it is just
completely uninteresting and insufficient as an explanation for the value of a work of art.
Nevertheless (or perhaps I should say obviously), the market has its own rules.
Capitalism has strongly contributed to slowing down certain creative processes.
Concentrating on painting, as the most consumerist of media, and maintaining mystery
and aura around the gesture of the artist, gallerists give a kind of guarantee to the buyer
who often isn’t very knowledgeable about art, that they are purchasing something valuable
and not (too) risky.
Many of my concerns were also already discussed by Peter Fischli in his text The
Illuminated Dim Bulb9. In this essay, he tries to figure out why, despite so many indications
of its end, painting is still the dominant medium. In my paper, I don#t attempt to discuss
that issue but I mostly try to highlight the ideas behind this problem, to which I refer,
concerning the art world as such. The idea of artistic gesture and genius is one of the

9

Fischli, Peter. The Illuminated Dim Bulb, in: Stop Painting. Milan: Fondazione Prada, 2021.
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strongest points in his consideration as well—and it#s the idea that I#m trying to oppose
within my work. Referring to Barthes' Death of The Author, Fischli argues against the idea
of authorship. He also discusses the lack of necessity in the representation of an object if
we can show that thing (or a situation) itself: "Why make a sculpture of a ballerina skirt if
one just could use a real one?"10. He also puts into question the determination of
representation (in painting) quoting Rosalind Krauss who said that: "Photography calls into
question the whole concept of the uniqueness of the art object, the originality of the
author… and the individuality of so-called self-expression"11 and underlines the criticism
towards painting#s commodity as an easy medium to sell and preserve, because of its
mobility and symbolic value. Finally, Fischli lists the way of seeing painting as a metaphor
for neoliberal capitalism, which was analyzed by Eve Chiapello and Luc Boltanski in The
New Spirit of Capitalism12.
These are other reasons why I decided to reject both manual creation and flat forms at
the same time and focus on found objects, site-specific, and three-dimensional forms. I
aim for my work to be independent of the preferences of gallery owners or private
collectors. As Donald Judd13 wrote sixty years ago, I believe that work should be, above
all, interesting, so I try to find a way to create that is interesting to me first and foremost,
without taking into account my personal story (in this case, I also completely agree with

10

Fischli, Peter. The Illuminated Dim Bulb, in: Stop Painting. Milan: Fondazione Prada, 2021, p.11.

11

Krauss, Rosalind. A Note on Photography and the Simulacral, New York: October 13, Winter 1984.

12

As cited in: Peter Fischli, The Illuminated Dim Bulb in: Stop Painting, Fondazione Prada, 2021, p.13.

13

Judd, Donald. Specific Objects. New York City: Judd Foundation, 1964.
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John Ashbery's approach: "my poems aren’t usually about my experiences because I
don’t find my experiences very interesting as a rule"14). Therefore I decided to limit my role
to choosing objects (or filming situations) instead of trying to tell the story by recreating
them by myself.
For reasons repeatedly emphasized above, as well as in the case of the arte povera
movement, I try to question the value and order of the commercialized system of
contemporary art. As I mentioned, I renounce the gesture of the artist entirely, and
therefore: I do not produce art. The perspectives of arte povera, found objects, anti-form,
and minimal art are unquestionably close to me; through a simple selection and
juxtaposition of found objects, without interfering with their physical structure, in the works
presented later in this essay I try to retain the "air" specific to minimalism, which favors
their contemplation.
However, before I discuss the new realizations based on these assumptions in more
detail, I would first like to spend some time discussing the preceding works and practices,
which deal with issues of "destruction" and "displacement".

14

Ashbery, John. An Interview From 27th Nov 1972: https://www.youtube.com/watch?v=DYdTRHxeFkM — access: 5/6/22.
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Displacement

Studio view, Displacement, 41 x 71 in., Hunter MFA, 2020

Displacement is a very common art method, especially with ready-made objects—by
changing the context around it, we start to perceive it differently. For example: seeing a
bench on the street is different than in the gallery. First of all the bench on the street is a
functional object, in the gallery, on the other hand, it#s a representation of something, we
perceive it with a special significance. This transmission can take place either physically
(physical change made to the object, for example, interference with their material integrity)
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or conceptually—by changing the context (space, arrangement), we can change our
understanding of what we see or experience.
The work Displacement (2020) is a replica of an existing object and consists of a shift of
the graphic element that is the central element of the basketball backboard. To be able to
move the rectangle, you need to get rid of the rim, which is the main part that determines
the purpose of this object. The displacement takes place here in a double way, both material and formal, which consists of a double restructuring—on the material plane it concerns
the physical reconstruction of a previously existing object, while on the formal plane it
concerns the removal of the functional dimension of the object thus created, which
changes into a sign that goes beyond the meaning of the original. The title displacement
here can be understood in terms of the change of the reference point for the arrangement
provided by the system of external goals and rules that determine the conditions of use
within a certain model. These goals are arbitrary, being designed in advance, and determine the course and development of our needs and the way we perceive our capabilities
in the context of the established social, economic, or more broadly cultural order. This external order exists due to the continual production and redistribution of images that subject
our individual needs and desires to tests programmed by society and the market. The relation to the space in which the work is presented is also important. It was placed on the
floor, leaning against the wall, which allows it to function in a double role: as an object, but
also as an image.
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Destruction

Studio view, Current Arrangement, 11,5 x 7 ft., Hunter MFA, 2021

Destruction was for me another more radical step in changing the object's meaning. By
destroying its natural condition we get rid of its previous meaning and create space for
another understanding of the material, at the same time saving its connotation and history.
My first realization on this matter was Current Arrangement (2021). The work was
created from a disassembled ping pong table, which was then cut—destroyed so that it
could be reassembled, i.e. recreated in a completely different, completely unusable
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configuration. In this respect, the work is a reference to the previous Displacement object,
where, as a result of a discrete intervention in the layout of the graphic organization of the
object, the central point of reference was moved, which resulted in the creation of a
separate artifact. Current Arrangement is no longer such a gentle shift in perception. Here,
the intervention radically destroys the original form by destroying what was known so far,
leaving us with a completely new perception of the materiality of the object.
Destruction was interesting for me not only on the level of the idea but also on the level
of practice, in fact, treating it as a medium. This fascination certainly stems from a kind of
rebellion that emerged in me naturally while observing the mechanisms of the art world
from a somewhat closer distance after moving to New York City.
Artists whose work has been inspiring to me on this level include Monika Sosnowska
and Daniel Turner. Both artists treat destruction as part of their practice. Sosnowska
bends constructionist or architectural elements to create new objects, transforming an
"everyday" object into an artistic object. The original form of the transformed object is still
recognizable (the artist works either on the original forms or, as in the case of the
monumental work Tower, she creates the object herself and then crushes, bends, and
destroys it). Turner, on the other hand, completely destroys the object (e.g. burns or melts
it down) and then the object is "reborn" as a completely new form that does not resemble
the previous one. I liked the idea that the process of destroying an object could change its
meaning and give it the status of "art".
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Current Practice: Rabbit Stew Series

Studio view, Rabbit Stew (Exploded Drawing), dimensions variable, Hunter MFA, 2021

I#ve made several works dedicated to the ideas mentioned above, including Displacement
(2020) and Current Arrangement (2021). Along with the ideas considering the art object as
such, that I discussed above, I was using visual references to the idea of the game. Along
with noticing the idea of the game not only between the sports and art world but also in the
system we live in, I started to recognize that maybe the issues of displacement and most
importantly destruction could be more authentic. I began to question my actions to date,
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why should I, as an artist, "fake" this destruction? I didn#t want the destruction to be
aestheticized and consequently to be a part of my formal creation (like in the Current
Arrangement example where I cut a ping pong table into five regular pieces and
rearranged them to create a new object). I began to wonder why I would try to create or
recreate a piece? In this case, I realized that something that comes out of an artist's hand
has a very specific kind of value but also is more concentrated on the idea of fetishism
connected to the artist's gesture. From now on the destruction doesn't take place through
my intervention either physically or conceptually anymore, it comes from an actual action
in the "real world," because the objects I work with have already been destroyed, worn
out, discarded, and left behind. The destruction here has an object-like character, already
inherent in the characteristics of the objects I use which I perceive as silent "witnesses" of
our culture.
I assume that my gesture as an artist, however strong it may be, cannot replace or
sufficiently "pretend" to represent the actual state of things (my criticism of pretending,
reproducing, mimesis, and the artist's creation are again that the artist#s destruction will
never be as strong and authentic as that which is already taking place outside the bubble
of art). As a result, I no longer feel the need to tamper with these objects. Often I don't
even clean them completely. Just like in David Hammons's Basketball Drawings
(1995-2010)—which he made by bouncing a dirty basketball covered in "Harlem dirt" on
paper—this element is also an important (if not crucial) element of art; the information that
comes along with the objects which in that case is the dirt.
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Similar to Hammons' work, in my case, this information of the original context is also a
part of work that I#m not trying to erase or get rid of. I was intrigued by the number of
things left behind in the streets of New York, their context in the urban space, how they got
there, and what mechanisms were behind such mass abandonment and disposal of
objects. Some of these objects were simply discarded from homes; others came from road
accidents. I was fascinated by the number and variety of these objects, the traces of
aggression, indifference, wear and tear, and destruction, or simply the social consent to
leave unnecessary things, which in one moment become detached from the previous
context, a certain whole, and became waste in the post-industrial, capitalist urban
landscape.
While creating the Rabbit Stew series (2021/2022) I began juxtaposing different sets of
found objects together in the studio, trying to create an additional narrative between them.
In the photo below, depicting one work in the series, a worn rubber mat (which had
most likely been used as an industrial anti-slip mat) sits partly folded on the floor near
broken, heavy-duty transmission belts, hastily coiled and hung on the wall. These items
bear no trace of the artist's intervention except for the ways they are placed in the room. I
wanted them to retain their properties following the idea of antiform, so I did not want to
interfere with them at all or as little as possible.
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Studio view, Rabbit Stew (Theory In Plain Sight), dimensions variable, Hunter MFA, 2021

I found the rolled-up rubber and transmission belts in an industrial waste container. At
first, I was intrigued by their scale, heaviness, form (they were tangled with each other),
and signs of wear (the belts are worn, ragged, some of them broken). Tangled things
seem to have this way of reminding us of entanglement in a broad sense. In fact, I took
the finished piece out of the container and, following the anti-form principle, I decided to let
the object choose its position by making only a simple decision to hang it on a nail. The
idea of anti-form was conceived by Robert Morris and shortly after became associated
with a few post-minimal artists, such as Eva Hesse. It was based on the idea that the form
of an object should be derived from the inherent qualities of the chosen material therefore
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the artist's invention and thus control over the look of artwork was minimal; for example
Robert Morris's 1967 sculpture Untitled, which consisted of hanging strips of industrial felt
on a wall, letting it fall freely to the ground. You could say that my transmission belts piece
was done in a similar fashion. This object has an open character—the viewer has access
to the entire object.
On the other hand, we have the second object—a folded mat, which is closed (the
viewer has no access to the inside of the object). In this case, too, I did not interfere with
the form in which the material was arranged.
The relation between them is that on both sides we have a form of certain complexity or
complication, but put together these objects contrast with each other and are opposite
figures. One is open, accessible, and the other is closed off—inaccessible, somewhat
similar to the game involved in the accessibility and inclusiveness of art. Both objects are
also part of some industries and both are made of rubber.
Both objects are thus of industrial origin: on the one hand, the broken transmission
belts were simply worn out and not suitable for further use. Originally, the belts have a
circular shape and are used to operate heavy-duty equipment; they are characterized by
high resistance to friction and load. However, in this case, we are dealing with broken
belts, so we can assume that they were used in many heavy-duty operations. Thus, they
were part of a rather large piece of equipment with—apparently—a predetermined amount
of wear and tear, which they were simply discarded once they reached.

27

The mat, on the other hand, which is somewhat worn and soiled, has not been
mechanically damaged in any way—thus it is on the other side of this loss system.
Preserved in a quite good condition, it appears to be still fit for the use it was nevertheless
denied. In a sense, the way it is arranged in its present form corresponds precisely to this
gesture of refusal.
For me, both of these objects are witnesses from the world of mass production;
discarded, left to degrade, they were once used to produce perhaps other similar objects.
The band of production and loss seems endless in this cycle. As do the knots of the
tangled belts. Thus we see how some forms of production are replaced by others, and the
remnants of the means of that production become unnecessary elements of the urban
landscape.
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Studio view, Rabbit Stew (Low Ball), dimensions variable, Hunter MFA, 2022

In my work, I often refer to the minimalist tradition but also take into consideration the
contemporary trends and issues that I've mentioned before. Consequently, the minimalist
arrangements I propose, are made of used and destroyed found materials that have
finished their journey in the system of exchange of goods, losing their value, which I try to
rebuild by giving them new objective status. The objects I am talking about no longer have
their use, and so they are deprived of their original function. Can we, therefore, say that
these objects are closer to the status of art since they no longer have to go through a
"process of loss of function" in favor of acquiring a new context in the sense of art? Can
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we treat them as a white sheet of paper, or raw materials that, by finding themselves in the
gallery space, acquire such a context but without any direct reference to their previous
function? I use the term direct because their history and context are indeed visible, but by
not being able to use them again we deprive them of both the function of the outside world
and their value. Therefore, I want to give them not only a new meaning but also a new
value.

Studio view, Rabbit Stew (Sorry Sandwich), dimensions variable, Hunter MFA, 2022
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The work pictured above is also part of the Rabbit Stew series. The work involves
pieces of foam pulled from two mattresses. Both items were heavily worn, as is evident
from their condition, scuffing, and discoloration. Unrestricted by the bed frame or coverlet,
the foam is beginning to sag or curl, as a result of its previous wear or packaging. This
preservation of materials is an interesting element, especially if we're dealing with
materials that have been put out to be discarded. In New York, mattresses abandoned on
the street are nothing unusual, I would even dare to say that they are an element of the
urban landscape. There are many issues connected to this, most importantly the way of
functioning in a big city like New York; the issue of perpetual migration, relocation and,
generally speaking, temporariness. People from all over the world come here, often for a
while, only to leave again immediately, migrate for work, better living conditions, and
return home. Issues such as refugee and immigrant status, visa battles, etc., as well as
issues such as rising rents, contribute to the constant turnover of people in this city. New
York is not an easy city to make a living in, and as a result, its residents are forever
looking for opportunities to survive in decent conditions, which encourages a constant
turnover of residents between the city's neighborhoods.
Consequently, a kind of unstable landscape of the social structure is being built, with
neighbors changing every season, friends moving away, etc. This encourages the building
of impermanent and superficial relationships between people. Abandoned mattresses, on
the one hand, I see as a symbol of this changeability that is so characteristic of our times,
but there is also an economic element that seems to be very clear. On one side it testifies

31

to the perishability of materials (the mattresses from which I removed the foams are not
spring mattresses, high-quality ones intended to be used for many years), on the other
side, throwing something away and buying a new thing is often more profitable for us than
transporting it with us to the other end of the city (or even state, or country). The foam
itself is also an element that reminds us of a certain variability: it kneads, bends, deforms,
and then goes back into place, but certain traces of that use remain so that change is
recorded in the material.

Studio view, Rabbit Stew (Time Is Bureaucracy), dimensions variable, Hunter MFA, 2022
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Rabbit Stew (Time Is Bureaucracy) consists of two juxtaposed objects. The green plane
with broken sides most probably served as a roof element in one of the café gardens. Due
to the perishable nature of the material (it is also relatively cheap), it must have broken
and thus no longer served its purpose (protection from moisture?). During the pandemic,
when cafes and restaurants had to close to customers, many places began to create a
kind of indoor gardens, often located in parking spaces right in front of the premises.
These rooms were not enclosed, but were covered and often heated by heat lamps, so
customers could dine outside the restaurant while maintaining all pandemic restrictions.
Accompanying this green expanse, I found a metal pipe two streets away from where I
live. It was lying next to other discarded structural parts of the building. It's hard to say
what caused it to bend: whether it was a manipulation by a worker trying to deal with
tearing down the old structure, or whether it happened much later and had nothing to do
with the renovation. Nevertheless, before it was thrown away, this object was probably a
fragment of some internal installation of the building, hidden deep from the gaze of
outsiders. It was only revealed by someone's physical work of moving it and locating it in
the space of the other objects stripped of their previous function. That is—garbage.
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The Sole Result Is the Game

Installation view, Fire Exit, site-specific, dimensions variable, Hunter MFA Thesis Exhibition Part IV,
Spring 2022

My final thesis project is a visual-conceptual combination of my above actions and
assumptions. The space was arranged in a manner inspired by squash courts. Such
courts are very often located on the ground floors of luxurious skyscrapers. This highly
competitive sport is associated with social classes including financiers, businessmen,
bankers—people from the so-called "high places". It hasn't escaped my attention that
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squash courts are very aestheticized; they look almost like a white cube, meticulously
divided by lines, evenly lit: that's why I wanted to reverse—and therefore reveal—this
inherent order (so often hidden from the view of outside observers) by moving this space
into the gallery, and re-arranging it "on my own rules".
In my work, between the lines of the squash court, we can see objects scattered
around: a piece of cement and wire construction; a sink; a piece of a car bumper; part of a
styrofoam box; part of a metal building construction. All of the objects carefully selected for
the attention of the viewer are found—previously destroyed, and not reusable, and thus
have no given value. I distribute them between the lines of an arbitrarily established game,
which is an integral element of the exhibition. The game is devoid of any aesthetic
semblance because it is an abstraction indicated only by the fields geometrically
separated from the gallery space. Each of the presented objects had previously had its
place in the system of production, distribution, exploitation, and then utilization. I wanted to
place such used objects in sterile (almost laboratory) conditions space, which is both the
squash field and gallery itself. Both of these overlaid spaces represent a kind of game, but
also a certain status. Thus a game of "double" status is being played here: a doubled
game, but also a stake, eluding any calculation. Squash is not a street game—it is rather a
kind of status symbol, one of those luxurious enclaves of effort belonging to the wealthy
part of society. On the other side is the status represented by the art world. In the middle
of this doubling, there are elements that break both the first and the second order,
unwanted, moved beyond the margin of any rational use, these damaged objects could
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easily be replaced by others. Yet the arbitrary principle of their selection also makes them
part of this double game. The "garbage" presented in this context stands, in a way, across
the ongoing game. They determine their own form of space.
At this point, the question of my interference with space may arise. If I want to get rid of
the artistic gesture, why do I place squash lines in the gallery? I don't treat this as a
gesture because there is no individual mark, it's a re-creation of an already existing space,
which I'm only transferring to the gallery by placing the lines with the red tape, which in a
way also falls into a definition of a ready-made.

Installation view, Fire Exit, site-specific, dimensions variable Hunter MFA Thesis Exhibition Part IV,
Spring 2022
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In my work, I am interested in discovering and producing meaning for the things that I
find. Creating backstories for discarded objects—perhaps this is where my artistic creation
lies.
Let's say that keeping a trace of a traffic accident (such as a piece of a car bumper) is a
kind of activation of the energy of the traumatic event on completely another level—in the
form of a static object with a form shaped by the energy of the original impact during the
accident. What this object shows is a material remnant of this explosive dynamic, "frozen"
in time and reconfigured in a different space. Art, as well as literature, has the ability to
transport (let us not forget that the Greek word metaphorá originally means "to transfer; to
carry over") a person (viewer or reader) from the place where they are to a completely
another space and experience without really experiencing the origin of this object. The
same goes for the rest of the objects, which are carriers of relationships and stories about
people and the way they live and function. What's left of a story that sometimes can spans
decades, I collect and show in a form of mute, material witnesses.
Most of these things result from some kind of change: remodeling, updating, upgrading,
and the need to meet "current needs". Tearing down a building, replacing infrastructure,
remodeling an apartment, replacing the old with a new, better, more modern one. As I
outlined at the beginning of the essay, these changes are largely driven by the constant
drive to modernize, upgrade, increase productivity, and further circulate capital. One might
say, then, that they are a kind of testimony to our times: they concern the endless
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circulation of cycles of the specific existence of things, the dynamics of which are
determined by the laws of supply and demand, trends, needs for convenience, etc.
I found the tin sheet under the grocery store. I was fascinated by the extent of its
deterioration, which makes it hard for me to imagine its previous purpose. The screws
sticking out of it indicate that it was previously attached to some larger whole (perhaps it
was the back of some cabinet, refrigerator, or other store equipment). As with many
objects, I was fascinated by the extent of the degradation of this object; it is so heavily
dominated by rust that you can see a significant loss at its left corner, where more sheet
metal parts are beginning to crumble. Rust coated the rectangular material to the point
where it began to dominate it and contribute to its disintegration. This relationship is very
interesting to me - the chemical reaction that is taking place is leading a fairly solid
material (not cardboard or chipboard) to destruction. At this point, we are dealing not so
much with the relationship of two matters as with disappearance, disintegration. The
process of oxidation literally makes "all that is solid melts into air," referring to the title of
Marshall Berman's well-known book (which is also a quote from Marx). The gradual
decomposition of metal has contributed to the creation of the object presented here, and
while the process itself remains invisible to the naked eye, the destruction producing the
rust gradient continues to progress.
The rolled-up foil is probably a remnant of a renovation, covered entirely with dust, yet
in its material triviality, it somehow borders on the activity of painting. The protective film is
something interesting considering the fact that it constitutes a barrier between the activity
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heralding a certain change (e.g. painting the walls) and protecting the previous state of
things (e.g. the floor or furniture). In a sense, this material separates two space-time
continuums and "catches" the unwanted evidence of change.
The bent metal structure is one of many leftovers from the demolition of walls in one of
the buildings in Tribeca. The building was undergoing a complete renovation and many of
its walls were torn down as a result. We can imagine the specter of the former space
between these elements. Although the material looks quite fresh and attractive (the shine
of the metal) its degree of bending and crushing does not allow for further use of this part
of the structure.
I found pieces of concrete connected by a rod not far from these metal structures. It
seems that a piece of nearby infrastructure was also damaged during the demolition of the
building. Let's try to visualize the energy needed to tear out such a piece of concrete such a heavy object separated from some larger whole certainly did not give up easily,
therefore it is not an everyday sight. Despite its considerable heaviness, the object looks
light and the central part supported by a rod stretching through the whole object seems to
levitate above the surface of the ground.
The metal sink, on the other hand, was discarded during renovations in one of the
apartments in the building where I live. Renovations of apartments, or any modernization,
symbolize a certain changeability, fluctuation, both in relation to the community (new
owners or tenants move in) and to economic changeability - renovated apartments in an
improved standard can be rented more expensively, and thus along with the structural
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redevelopment of the building, there is a reconstruction of the local social structure. Such
a sink could be reused, it is worn out but not destroyed, and perhaps if found in poorer
countries it would be taken into another home.
Styrofoam filling, in a sense a skeleton supporting another object at another time,
purchased by someone and transported from the store to the customer: this kind of
styrofoam is usually doomed to inevitable temporariness, usually ending up in the trash or
on the street shortly after the product is unpacked. This particular styrofoam by its form
(with a hole in the middle) creates a kind of diorama, the image of which in this case is a
wall. Its "perfect" white form is also tarnished - you can see some defects in its shape as if
during the unpacking process the buyer was tearing it apart greedily to get to the product
inside as quickly as possible.
All these objects relate to the categories of destruction and displacement I discussed
earlier. They have been completely stripped of their original functions, while the function I
have given them constitutes, in this case, Kosuth's "function of art".

Summary

Art is about expanding the field of imagination and thus influencing society, creating new
realities. An example can be a scene from Michelangelo Antonioni#s Blow-Up (1966), in
which the main character finds himself as a spectator of a very absurd situation—a game
of tennis between mimes. However, the players have neither paddles nor a ball; they run
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soundlessly around the court, conducting a game between themselves and the viewer. At
one point, the imaginary ball falls outside the boundaries of the court, and, as suggested
by the mimes, is only a few steps away from the man. At this point, he makes a choice to
participate in the game, and "passes" the invisible ball to the "players" so that they can
continue playing. In this way, the witness, who until now has only been a spectator
"outside the world of the game," joins the event, accepting the conditions that operate in
the reality of the game world, and at this moment we begin to hear the sound of the
bouncing ball. The game becomes reality.
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